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Dedication 
 
This book is inspired by and dedicated to artists around the globe who have 
struggled to take their place in the world. It is written in the hope that it will help 
us all find our true voice. 
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Other people’s opinions … 
 
 
 
“How The Music Industry Got It So Wrong” is a tremendous 
resource for any indie musician who wants to take their career to the 
next phase, namely making money from their craft. The workshop based 
on the principles in the book is as lively and enjoyable as it is 
informative. Dr Huge is a natural teacher who delivers his points 
concisely and with wit and charm. As both a musician and a music 
business consultant, I find Dr Huge’s book and workshop fun and full of 
good information that’s real world usable. The book and workshop are 
essentials for anyone in the new independent music industry. 
 
- Tommy Byrnes, Sovereignty Music Services 
 
 
 
I think your book is very insightful and provides a great guide to the 
indie artist. We need to be constantly reminded of the fundamental 
principles like quality of work, networking with people, and knowing 
what you want, etc. Your book reoriented me towards my purpose and 
goals! 
 
- Linda Bonadies, Independent singer/songwriter. 
 
 
 
I've been reading your book now! It's really great book, so much 
fun to read it and there are so many interesting facts of music history, 
oh, and drawings are adorable! 
 
- Nataliya Medvedovskaya, Independent composer/songwriter, concert pianist. 
 
 
 
Thanks for recommending Dr Huge’s e-book on the music industry, 
it’s fantastic reading and should be compulsory for all music students to 
read, indeed all music lovers. 
 
- Duane Harrison. 
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Intro: How did we get here? 
 
 
At the end of the 20th century, recorded music sales were booming. In 1999, 
driven by massive global smash hits like the Backstreet Boys’ Millennium and 
Ricky Martin, total sales volumes of music recordings in the USA peaked at 1160.6 
million units, amounting to US$14.58 billion. 
 
But since 2000 US sales have declined both in volume and in dollar value. Digital 
sales have made up some of the lost revenue but not enough to compensate 
overall. That this pattern is repeated in other major music markets the world over 
has been well documented and discussed. There are some signs that overall 
recorded music sales may once again be on the increase because digital sales now 
exceed hardcopy sales. Other evidence suggests the digital market may be 
maturing. 
 
The decline in CD sales has been variously blamed on piracy, file-swapping (yes, 
these are two different things), corporate greed, the prevailing economy, 
inadequacies in the methods of collecting 21st century sales data, and market 
dilution caused by alternative forms of entertainment. However, putting the 
politics aside, the causes have proved complex and difficult to map. 
 
What is less well known is that these dramatic recent figures hide a much longer 
decline. According to one study, US per-person sales of recorded music peaked in 
1978 (coinciding with the rise of home computers and video recorders) and US 
recorded music sales as a fraction of GDP peaked in 1921 (coinciding with the 
“broadcasting boom” and closely followed by movies with synchronized sound in 
the late 1920s).  
 
The most recent figures from the UK indicate that the per-person trend may be 
continuing downward in the major markets. This indicates that the decline in the 
value of recorded music pre-dates any of the commonly espoused explanations 
and is unrelated to them. Looking at it in this way, it seems that there have been 
several previous entertainment substitution effects driven by technology. 
 
The difficulty still experienced by 21st century musicians trying to earn a living 
from their recorded music since this decline has led to the argument that by 
making digital files and/or CDs available at no cost to the consumer, musicians 
are “devaluing” music. According to this argument, giving CDs and MP3s away 
to potential fans gives the impression that the music is worthless. 
 
The argument follows that if musicians deprive themselves of income from CD 
and MP3 sales it is harder for them to achieve the level of income needed to 
sustain their business and therefore their art. When they “give their music away”, 
it gives fans the impression that all music should be given away, so other 
musicians also miss out on income from sales. The entire idea is predicated on the 
concept that music is best presented as a product, not as a service. 
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However, the idea of music being devalued this century is contradicted by other 
aspects of the music industry which, overall, is booming. Instrument and 
equipment sales are up. Live performance revenues are up. More music is being 
made and consumed than ever before. It seems silly to argue that music is being 
devalued by a process that leads directly to greater production capacity, 
productivity efficiency and consumption.  
 
So, how can music sales decline in light of 21st century technologies if more of it 
is being appreciated than ever before? How is “music” worth less when only one 
sector of the music industry, recorded music, is suffering from a downturn? Is the 
sale price of musical ‘product’ the only measure of music’s value to a musician’s 
business? Has selling music recordings ever been the best way for musicians to 
earn their living? 
 
What follows in this e-book is an exploration of the nature of musical value, 
which shows how those parts of the industry that relied on recording music for 
their income built their empires on a temporary phenomenon but assumed that its 
foundations were permanent. Understanding this fundamental misconception 
leads to a realisation of why other aspects of the industry are inversely affected by 
the decline in recorded music’s fortunes and points the way forward to a 21st 
century music business model. 
 
Part 1 shows how music has historically been valued in Western cultures and how 
this has led to a misconception of music’s place in the economy and in society. 
Part 2 provides a better way to understand the value of music and musicians in 
the marketplace. Part 3 shows how music makers in the 21st century can adapt to 
this new understanding and adopt new strategies and technologies to further their 
career goals. 
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Part 1: The trouble with music. 
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Pulling the wool over the sheep's eyes 
 
The quick and easy metaphor that tells this story is to say that the record industry 
thought they were selling sheep but have been forced to realise that they were 
really only selling wool on four legs. 
 
The sellers of recorded music simply misunderstood what their customers were 
really buying and, at the end of the metaphorical Ice Age, were confronted with a 
market in which demand for their actual product was declining. Better sources of 
meat were available. 
 
The music business, from its earliest days and most primitive forms, has always 
been about using the sexiness of music to sell other things. The music itself has 
never been sold because music can only be experienced, not commodified. 
 
Music is ephemeral – gone as soon as the voices, instruments or machines stop 
making sound waves – and hot, cool, or lame depending on the listener’s mood. 
But humans really dig the feelings only music can inspire and thus combining a 
musical experience with something else has been used to entice people to buy 
those other things so people can reconnect with the feelings inspired by the music. 
 
In the case of the record industry, those things have been technologies: paper, 
plastic, electronic hardware and now bandwidth. These are the products that have 
been sold in association with music. 
 
But now that music fans can sing and dance the night away without paying so 
much for the technology, the market for the technologies has declined and the 
record industry is experiencing a decline in sales of music storage technologies. 
 
Summary:  
The record industry is suffering because they assumed they were selling 
music when they were actually selling technology that was associated with 
music. They were not interested in developing the technology and now they 
can’t control it. 
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Ancients, Aborigines and Africans  
 
In ancient and primitive societies music is a kind of cultural glue that fires up 
gatherings and rituals and embellishes the characters of myth and legend. It makes 
people throw their arms around each other and share the lurve – especially along 
with … inebriating substances. 
 
This remains true in modern societies, where people boogie at parties and festivals 
or tune in as audiences for TV or radio shows. The music they play or hear unifies 
their experience of shared culture. Everybody knows what’s going on the instant 
they hear the Wedding March, their national anthem or Happy Birthday to You. 
 
Australian Aborigines’ songs tell people where to find food and water, and how to 
treat others. If these songs are not shared, people die in this harsh landscape. 
 
Similarly, modern Western societies use music to remember the alphabet or as 
catchphrases like “My Very Easy Memory Jingle Seems Useful Naming Planets”. 
We all know the pang that inspired Yesterday and feel the injustice of The 
Hurricane. 
 
Like European societies in the Middle Ages, remote African cultures have 
wandering minstrels who bring stories, songs and dances from other parts of the 
world. These storytellers are respected and bring the party to villagers in return for 
a chow down and some shelter. 
 
Music is just another way to capture and exchange stories and other information. 
It is not an end in itself – it is meant to be shared freely among the people. 
Musicians provide a service in writing songs and/or performing. 
 
Summary:  
Music has always derived its value from 
being shared. If it is not shared, it loses 
all value and the culture suffers. Unlike 
a q-tip or a burger, the more music is 
shared, the more it is valued. 
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Let’s come together and sing His praises. 
 
The Christian Church was the first to combine music with a specific message to 
attract converts and keep the faithful devoted. This has gone on to become a 
massive music market, even in the 21st century. 
 
Gregorian chants (named after Pope Gregory I 590-604 AD) were sacred texts 
that were sung unaccompanied. Priests wrote the melodies to help singers 
remember the texts and express messages of devotion … with feeling! 
 
For many years, the church refused to let people play instruments while chanting 
because playing an instrument distracted performers from worship, which was the 
point of chanting as far as the church was concerned. 
 
The Church developed a code for writing down and sharing these melodies.  But 
only church-educated people could understand the code and thus learn the 
melodies without hearing and performing them. 
 
Because it was a Church-owned code only sacred music was written down. 
People who were not part of the Church grooved and boogied as part of their 
festivals and gatherings but most of this secular folk music has been lost to history. 
 
In the medieval villages, secular wandering minstrels told stories and entertained 
with dances and circus-style acts. Unlike musicians in the church or the rulers’ 
courts, they were the lowest form of life and were ridiculed as often as revered. 
 
Summary:  
The power of music to help people learn, define their collective identity and 
bring them together has been used to sell ideology. Thus, value accrues to 
people who control access to music’s reproduction or performance because 
they determine which music people hear. 
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It’s not about you, it’s about me … 
 
During the Renaissance the influence of the Church declined and the feudal 
system saw secular power concentrated into the hands of a few noblemen. These 
nobles offered the people protection from ambitious neighbours, famine, and 
pestilence in exchange for their loyalty and a feed. 
 
Kings, princes and dukes competed for the finest composers and musicians to 
show their subjects and neighbours that their courts were more beautiful and 
refined than the rest. Similarly, municipal musicians were employed to perform in 
town marches and parades – often on a pro-am basis – to boost the pride of 
townsfolk. 
 
This continued into the Baroque period, which saw some of the greatest Western 
composers: Bach, Handel, and Vivaldi, who were hired by the most influential 
rulers to compose, teach and train their court’s orchestra. It was only the 
patronage of the rich that allowed the brilliance of these musicians to shine. 
 
Throughout this period, the emphasis for court performers was always on NEW 
music to impress visitors with their employer’s style and ability to keep ahead of 
the Joneses. The composers and musicians provided a service to their employers: 
keeping them supplied with excellent new music. 
 
Commoners who were not invited to the Palace attended commercial opera 
houses, at which new works were staged by the most capable entertainers for 
whom the courts did not have a place. 
 
Summary:  
Music’s beauty and inspiration have been used to sell power. Thus, value 
accrues to those who can afford the most prolific and in-demand music-
makers because they control access to the best musical experiences.  
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Thanks for nothing, Anne! 
 
Mechanical reproduction of printed matter enabled mass publishing from about 
1440. By the Renaissance, a single printing press could churn out 3600 pages a 
day. 
 
Standardised music notation towards the end of the Renaissance meant that 
sheets of music could be sold in greater numbers, though this was not common 
until the 19th century because every publisher preferred to use their own musical 
notation.  
 
The Statute of Anne, which came into force in the UK in 1710, is generally 
considered the first fully-fledged embodiment of copyright law. It said that the 
“copy” was the “sole liberty of printing and reprinting”, handing the issue of 
copyright to those who owned the technology to reproduce a product based on a 
thought – but not the thought itself, which could always be spread orally.  
 
The “authors or purchasers of Such copies” had a temporary right to copy books. 
Anyone who copied books without permission was fined and the illegal copies 
were destroyed. The Statute did not distinguish between books of poetry, books of 
prose, or books of musical script – a book was a book. 
 
US copyright law didn’t mention music specifically until 1831. The first 
performing rights collection agency covering music formed in France in 1851 to 
collect royalties when works were performed on stage because copyright has never 
been able to control live performances, only reproduction by technology. 
 
Despite centuries of ‘refinement’ to copyright laws, this focus on technology 
hasn’t changed. Central to the concept of copyright is the idea that nothing can be 
protected by copyright law unless it has been fixed in a reproducible way.  
 
Summary:  
From its very beginnings, the effect of the copyright law was to create a 
temporary monopoly over the application of technology to recording and 
distributing music, not on the  
music itself. Thus, the primary  
beneficiaries of copyright laws  
have always been owners of  
technology, not creators of  
intellectual property. 
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Edison and Tom Anderson were blind and dumb 
 
The combination of two technologies: music published in a standardised notation 
and the development of the piano during the middle of the 19th century drove the 
growth of New York’s Tin Pan Alley. Suddenly, a market had developed for 
selling printed copies of popular songs to people who owned the technology to 
perform them at home and an industry was born. 
 
Thomas Alva Edison created the phonograph to be a business machine. 
Entrepreneur that he was, he saw it as a machine that could replace stenographers 
and improve the efficiency of business record-keeping and communication. 
 
Edison had some success selling the phonograph to businesses but cats like 
Emperor Alexander III of Russia, Tchaikovsky and Rubenstein encouraged him 
to make the recordings last longer and to make the sound quality better so that it 
could reasonably record musical performances.  
 
Combining music with recording and playback technology turned the phonograph 
into a household object, generating a huge market for wax cylinders and the 
machines on which to play them. The concept of musicians making a living from 
selling recordings came much later. 
 
To a lesser extent, commercial radio's popularity was also driven by the 
realisation that music recordings made far more interesting listening than endless 
spoken words. In the USA, the Golden Age of Radio's most popular program 
format was the sponsored musical feature. 
 
MySpace followed a similar development 
path to the phonograph. It was originally 
intended to be just another social 
networking site like Friendster and other 
predecessors. What set it apart was when 
management realised that it enabled 
symbiotic relationships between musicians 
and teenage music fans.  
 
Summary:  
From the very beginning of music 
technology, music has been used to sell 
technology. Without music, some 
technologies would never have been 
viable, much less world changers.  
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The audience is listening (and buying) 
 
The widespread adoption of radio saw the beginning of broadcast propaganda, in 
which messages that blatantly took one side in World War II were broadcast in 
the direction of the other side. These messages were intended to demoralise 
listeners by taunting them with stories of their losses and threats of imminent 
attack. 
 
The Third Reich's propaganda machine made a fine art of combining stirring 
music by German composers with patriotic film images and public displays of 
strength to unify the German people's support for their policies.  
 
During this period, less idealistic radio programmers discovered that people liked 
to hear popular recordings of the day on their radios. Playing these recordings 
attracted an audience, to whom advertisers would pay money to have messages 
broadcast. 
 
In time, music was combined with broadcast messages to sell everything from fast 
food, computers, and health insurance to patriotism, election policies and 
government initiatives. 
 
Recording makers discovered that people were more likely to buy recordings if 
they heard them on the radio. The processes and technologies for making a 
'broadcast quality' musical product became expensive and payola was born. 
 
Rock 'n roll, punk and hip hop music each developed as alternatives to the culture 
that dominated the airwaves. But as each increased in popularity its creators were 
bought or copied by record makers chasing a profitable new musical ‘product’. 
 
The acquisition of record makers by companies that owned broadcast 
technologies made the process of creating hit records more efficient. It also 
reduced the diversity of music to which the general  
public was exposed. 
 
Summary:  
Broadcast technologies 
proved the most effective 
way to use music to sell 
ideology, power, and 
technology. Being able to 
control the content as well as 
the technologies of 
production and distribution 
gave a few companies 
incredible market power. 
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The technological Gypsy Tap 
 
Just as recordings sales were peaking in the late 1990s, production and 
distribution technologies were becoming accessible to the general public. 
 
Compact ADCs, MIDI devices, sample libraries, CD burners in the home and in 
smaller manufacturing plants, the hypertext transfer and file transfer protocols, 
increased computer processing power and open-source software all conspired to 
reduce the cost of producing and distributing an album of recorded music to 
within the range of many acts who previously needed a record company's venture 
capital and marketing networks. 
 
This meant that the large corporations were no longer the only ones who could 
afford the technologies of production and distribution, and hence they no longer 
controlled the flow of content into the market. Now nearly anyone who wanted to 
could use their music to sell technology, ideology and power. 
 
The general public now had a much wider range of musics that could be their 
cultural glue and pump their social gonads. The new musics were available at a 
much lower price than the large companies' and people were better able to choose 
the glue for their particular culture and the musicians best able to provide that 
glue. 
 
A similar change in the economies of production and distribution occurred with 
regard to combining music and video, along with peer-to-peer technologies. Now 
there were an almost infinite number of MTV channels. 
 
The Major Labels retain their marketing networks and the budgets to develop 
high-quality musical 'product'. Because of the marketing budgets and links to 
media companies, they are still dominant forces in the music market. 
 
But now there is very little stopping competitors from doing the same thing ... 
 
Summary:  
Digital technologies ended the temporary scarcity of recorded music, just as 
analogue technologies created it. Greater value now accrues to music that is 
shared free of technological constraints and the companies that tried to halt 
the technological dance are struggling to find enough lurve. 
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Summary  
 
The record industry is suffering because they assumed they were selling music 
when they were actually selling technology that was associated with music. They 
were not interested in developing the technology and now they can’t control it. 
Music has always derived its value from being shared. If it is not shared, it loses 
all value and the culture suffers. Unlike a q-tip or a burger, the more music is 
shared, the more it is valued. 
The power of music to help people learn, define their collective identity and bring 
them together has been used to sell ideology. Thus, value accrues to people who 
control access to music’s reproduction or performance because they determine 
which music people hear. 
Music’s beauty and inspiration have been used to sell power. Thus, value accrues 
to those who can afford the most prolific and in-demand music-makers because 
they control access to the best musical experiences. 
From its very beginnings, the effect of the copyright law was to create a temporary 
monopoly over the application of technology to recording and distributing music, 
not on the  music itself. Thus, the primary  beneficiaries of copyright laws  have 
always been owners of  technology, not creators of  intellectual property. 
From the very beginning of music technology, music has been used to sell 
technology. Without music, some technologies would never have been viable, 
much less world changers. 
Broadcast technologies proved the most effective way to use music to sell 
ideology, power, and technology. Being able to control the content as well as the 
technologies of production and distribution gave a few companies incredible 
market power. 
Digital technologies ended the temporary scarcity of recorded music, just as 
analogue technologies created it. Greater value now accrues to music that is 
shared free of technological constraints and the companies that tried to halt the 
technological dance are struggling to find enough lurve. 
Conclusion:  
“Selling music” has always been about using a musical experience to sell 
something completely different: ideology, power, or technology. With 21st 
century production and distribution costs greatly reduced, the competitive 
advantage of the major labels has been eroded and many others can enter 
the market. Since the cost of the technology to the consumer is now almost 
nil, value accrues according to the music's social and cultural significance.
  
Part 2: Music, huh? What is it good for? 
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So what IS music? 
 
A digital music file is a series of encoded 1s and 0s that can be combined into an 
electric wave signal that can be sent to a device that pushes air around. In this 
form the finest music is indistinguishable from the sound of a jackhammer or a 
baby crying. 
 
On a physical level, sound is waves of vibrating molecules that push on the ear 
drum and stimulate electrical impulses into the brain. A person's ear does not care 
whether the source of the vibrations is a vocal chord, an instrument, a speaker 
cone, a child or a jackhammer, but the mind can discern subtle differences very 
clearly. 
 
On a personal level, music is a form of expression. People create music when they 
feel they have something they want to say, and they listen to music when they 
want to celebrate, commiserate or to feel something different from their mundane 
existence. Making or listening to music for entirely personal reasons is a perfectly 
valid and often cathartic exercise.  
 
This is the level of personal taste in music. Some feelings are challenging to some 
people and music that reflects those feelings will be “too loud” or intimidating to 
have much appeal. Conversely, some music reflects subtle feelings that some 
people find boring or irrelevant. Music both reflects and affects a person’s mood – 
reinforcing a melancholy moment or providing a lift into party mode. 
 
On a social level, music is about sharing and enhancing an experience. By 
listening to someone else's musical expression, a person empathises or aspires to 
the creator's experience. Participating in public concerts or broadcasts enables 
sharing not only of the music but also of the social experience of hearing it. 
 
This music as an event. Concerts, parties, jam sessions, and so on are all 
occasions at which people gather to share a mood, celebrate a milestone or bask 
in their mutual enjoyment of a performance. Whether the music is the focal point 
of the event or coincidental to it, it provides a soundtrack to a rite of passage, 
solemn remembrance or celebration of self-identity. 
 
On a cultural level, music is about capturing and sharing information and 
reflecting on societal norms. The songs that endure tell stories of heroism, 
relationships, evil, stupidity, celebration and heartbreak that reflect the values of 
the culture in which they mean the most.  
 
This is music as art. Just like Shakespeare, great classical music reflects the values 
of the period in which it was written but contains a timeless appeal. Also just like 
Shakespeare, it can be given a modern twist and made appealing to the ears of 
younger listeners who may appreciate a different instrumentation. Sky made a 
career out of such adaptations, and the Gregorian Chant versions of late-20th 
century pop hits sold very well. In this way, the music – and some of the cultural 
value – of the original works spreads to new audiences. 
 
  This e-book is © Hugemusic 2010.   22 
 For more information, visit http://www.huge.id.au.  
 
On an industrial level, music is a way to attach the shared feelings, experiences, or 
cultural value that music inspires to other things in order to increase their sale 
value. Not many wax cylinders, vinyl disks or cassette tapes would be sold if 
music was not on them. Even before movies could talk, producers recognised the 
characterisations and plot devices that were enabled by background music. Music 
has been used to sell everything from meat and potatoes to political careers and 
insurance policies. 
 
Only at this level does deriving an income from music matter. The value that 
music adds to other things is used to increase sales and the creators of the music 
are entitled to consideration for their creativity. Even in the era of patronage, the 
musician was employed to make music, and the musical performances were put 
on in exchange for the enhanced reputation of the patron; the music was not sold. 
During the 20th century the myth became popular that making music could be an 
end in itself and that careers could be wildly successful based on selling music – 
but this was an historical aberration based on a temporary technological oddity. 
 
As data storage and transmission media, CDs and DVDs have long been replaced 
by portable drives, flash memory devices and bandwidth. CD sales are declining 
mainly because the popularity of CDs as transmission and storage devices for 
music is declining. Like vinyl discs, cassette tapes, wax cylinders and player piano 
rolls before them, these technologies have become obsolete to the industry.  
 
Ironically, these technologies have been imbued with personal, social and cultural 
values that remain long after their industrial value has waned. This is why vinyl is 
“making a comeback” in the era of digital technologies: some people miss the 
unique aspects of vinyl and/or the era in which it was dominant. Similarly, player 
pianos and working gramophones are very valuable antiques. 
 
Summary: 
Music is a non-verbal code for sharing experiences, thoughts and feelings. 
Musicians do not make a musical product, they provide an entertainment 
service that involves musical product. Musical values do not have to be 
exchanged for money but the music industry exists to convert the value of 
shared musical experience into a commercial proposition. 
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The irrational consumer 
 
If music is the same as bread or bacon, why do some versions of a song sell better 
than others? Why do pieces of plastic with U2's songs sell better than pieces of 
plastic imprinted with the same songs played by my mates who jam with me on 
Thursday nights at Pete's place? Why can one recording induce intense romance, 
nostalgia or empathy while another recording of the same song induces nausea? 
 
Conventional economics is based on the idea that producers, consumers, and 
market agents act rationally. That is, they take into account the likely costs and 
benefits of any given action and choose to do what's best for them. 
 
However, this idea hits some walls when coming to terms with the fact that 
sometimes people's actions DON'T make financial sense. They sell things for less 
than they're worth, they work for nothing, they buy a more expensive brand that 
is of no better quality than a cheaper brand. 
  
Economists try to account for irrational behaviour by factoring in amounts for 
“goodwill”, “reputation” and other terms to cover this lack of financial precision. 
But the reality is that some costs and benefits are simply not valued in dollars – 
not by individuals and not in an aggregated marketplace. 
 
The late 20th-century music industry became dominated by numbers men rather 
than music fans, which accounted for the perception that much of the music that 
became popular was not very good. Stock, Aitken and Waterman’s “cookie-
cutter” approach to the music of Kylie Minogue, Rick Astley and Bananarama 
may have been the pinnacle of that approach. Their studio came to be known as 
the “Hit Factory” but their output was critically panned as formulaic and shallow. 
 
A record label with $1million to spend on one of 5 acts of similar music genre, 
age, and ability will choose the one that represents the lowest financial risk, not 
the one that produces the most interesting music. But music is very different to 
most commodities. The more people wear a particular piece of clothing, the less 
that item of clothing is worth but the more people listen to a particular piece of 
music, the more it is worth.  
 
Summary: 
Traditional economics cannot explain the inconsistencies in the commercial 
value of music. Music is not a commodity and its value cannot be directly 
measured in dollars because its value is personal, social and cultural. When 
music is traded, much more is exchanged than money and music. 
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There's more to life than money 
 
Human beings do things for three reasons: to acquire power, property or prestige. 
That is, to have more control over their lives, to have more stuff, or to have more 
people think they're cool. Any of these things can be converted into another – at a 
cost. 
 
Initially, music was written and performed at rituals, festivals and ceremonies 
because the music added extra feeling to the event. At some point people wanted 
to make the music an even stronger contributor to the public good, so they 
nominated a few people to be responsible for their music.  
 
These music specialists were usually given a title like “bard” and excused from 
other duties so they could work on the music. Eventually, the idea of a 
professional entertainer who did nothing but write and perform songs, dances, 
and stories came to be widely accepted. 
 
The fact that one person in a village was a professional musician did not stop 
others from making music. The professionals were often leaders of pro-am 
musical groups in their communities, increasing the spread of their music, the 
prestige of their group and the social value of their performances. 
 
Even at the height of the 20th century music industry, non-professionals still wrote 
songs and performed them in cafés, parties, theatrical shows and so on. They did 
so, and people continue to do so, because they enjoyed making music and because 
other people enjoyed hearing their music and respected their talents. 
 
People do NOT always make music in exchange for property or power, they 
usually do it in exchange for prestige – even if that prestige is simply self-esteem. 
This is also true for most art forms and leisure activities. Although professionals 
can be very well paid for excelling, the vast majority of participants are motivated 
by the desire for esteem. 
 
Esteem granted to a musician can be converted into income and power by selling 
recordings, tickets or merchandise; and by influencing others through brand 
endorsements, political activism or teaching. If done correctly, these conversions 
add to the musician's overall value and thus support them to make more music.  
 
Summary: 
Music is not appreciated only in the economies of money or power. It 
operates in the economy of esteem, which can be converted into either 
power or money, but is not driven by either. The primary business function 
of an Independent musician is to gather esteem, from which they can derive 
income and influence. 
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Play it again, Sam … 
 
Three types of musical esteem: esteem for songs, esteem for performances, and 
esteem for cultural contribution; and three sources: fans, peers and colleagues, are 
discussed separately below. Non-musical esteem, which musicians must also 
build, is considered on the subsequent page. 
 
Esteem is granted to particular songs for many different reasons: a poignant lyric, 
a catchy melody, a unique arrangement, an incredible performance, or simply 
because of the listener’s experience at the time of hearing it. Some songs are 
highly esteemed by a few people and a few are highly esteemed by a large 
number. 
 
The best example of a highly esteemed song is the most-covered song in history: 
Paul McCartney's ‘Yesterday’, which expresses a universal feeling in a simple, 
memorable melody. It has been covered so much because it can be touchingly 
performed with minimal accompaniment or arranged for a full orchestra, allowing 
each act who covers it to add their personal esteem (see next section) to the song’s 
esteem. 
 
Songs can also be highly esteemed by niche audiences. Metallica's ‘One’ is seen 
by many metal fans as an archetype of their favourite genre. The band members' 
musicianship is also seen as very praiseworthy, even by non-metal fans.  
 
National Anthems are mandated by law as representative of a national culture 
(not always with the agreement of the nation's people), which affords the anthem 
a particular respect. However, some people think unofficial Australia anthems 
such as ‘Waltzing Matilda’, Men At Work's ‘Down Under’, or Bruce Woodley 
and Dobe Newton's ‘I am Australian’ better represent essentially Australian 
values. Bureaucrats or critics bestowing a title or award does not mean that the 
song will be liked by all. 
 
Every generation grants esteem to songs that capture a time of their lives. A first 
kiss, the summer of coming of age, or a time of disaster can all be revisited 
through a song that was playing at the time. Individuals’ feelings can be 
generalised in nostalgia songs like Bryan Adams' ‘Summer of 69’ and Kid Rock's 
‘All Summer Long’. 
 
Having all their esteem invested in one song can backfire for a musician if they 
become known as a one-hit wonder. Those acts were able to create one highly 
esteemed song but were unable to build esteem as an act or an artist (see following 
sections).  
 
Summary: 
The most basic source of esteem for a musician is esteem based on their 
repertoire of songs. Establish this first by playing songs that someone else 
made popular and then expand it by writing esteemed music. Writing music 
with appeal to other people is essential for any musician to make a living 
from their music. 
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Come on and love me! 
 
Esteem can attach to an act because of their reputation for a great live show; the 
unique qualities of their sound; their image, their multi-media output, their 
novelty, or their catalogue of great songs. Long careers are built on a combination 
of these sources. 
 
The longest and highest profile rock and roll career has been built by The Rolling 
Stones, who have a great catalogue of highly esteemed songs and a reputation for 
a great live show 40 years after they started performing. Their live energy has 
become a cliché – but only because it’s been so good for so long. 
 
KISS built a reputation for a novel and highly entertaining live show featuring 
many memorable songs that reflected fairly universal values (with just a hint of 
controversy built in). They extended and enhanced their performances with a 
unique image featuring clearly definable characters, each of whom attracted his 
own esteem and lent himself to merchandising. 
 
Michael Jackson's lasting legacy was to turn music into a visual art form through 
his video marketing and choreography. He is remembered as much for his moon 
walk and amazingly dexterous dancing as for his high-energy live show, infectious 
songs and vocal innovations (see next section). 
 
Mariah Carey, on the other hand, became well known for her extraordinary vocal 
technique and range long before she was comfortable on stage. Her debut album 
was no1 in the US for several weeks – backed by a large promotional budget to 
compensate for the lack of tour support. She also co-wrote much of it, which gave 
her more credibility among the critics. 
 
Esteem can attach to an act as a distraction, however. OK Go broke through into 
popular consciousness with their innovative “treadmills” video on Youtube but 
the song attached to it was less memorable and they have struggled to repeat or 
build on that success. Musicians must beware that esteem granted because of 
novelty is fleeting, lest they become one-hit wonders for non-musical reasons. 
 
Summary: 
A musical act must look to build esteem for some unique aspect of their 
performances, such as their attitude, image, or innovation. This esteem 
expands their sources of income and influence into non-musical 
representations such as merchandise and endorsements but it can backfire if 
esteem is not derived from the quality of the act’s songs. 
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‘Cause it feels so empty without me 
 
Regardless of their act, esteem may attach to an artist because of their overall 
contribution to the culture: for example, their vocal quality, songwriting legacy, or 
political stance. This kind of esteem allows them increased influence through the 
media and the ability to reach people who may not be fans of other aspects of 
their musical output. 
 
Marlene Dietrich, Aretha Franklin, and Christina Aguilera are renown for their 
vocal performances – live and in the studio – which few other performers can 
match. Their vocal abilities are esteemed by fans and also by other singers and 
vocal coaches, who appreciate their abilities even if they are not fans of that 
musical style or era. 
 
Sting's songwriting ability has transcended time, band lineups and genre. His gifts 
for lyric and melody are equally appreciated when performed in rock/punk, in 
smoother jazz/funk or arranged for orchestra, though probably by slightly 
different audiences. Bob Dylan and Jimmy Webb are similarly renown. 
 
Madonna has gathered much esteem for her continual reinvention and challenge 
to cultural norms. By provoking debate about her sexualised image, religious 
conversion and adoption of African children, she has maintained a media 
presence that reminds people that she stands for more than throwaway pop music. 
Similarly, although U2 boast an impressive catalogue of great songs and a great 
live show, Bono's political activism has been responsible for promoting their 
recent activities. 
 
As with other forms of esteem, however, esteem for an artist can bring unpleasant 
side-effects. Britney Spears is just one of a number of artists whose media profile 
has focused on their personal problems rather than their contribution to the world 
of music. While this can have positive effects on the artist's creativity (redemption 
is a powerful source of inspiration), it can also kill careers. 
 
Summary: 
Building esteem for the artist behind the songs and performances allows 
other elements to accrue value. Musicians can then use these elements to 
sustain a career in other media or use their media profile to promote their 
other activities but artistic esteem must be built on sustained esteem for 
songs and performances. 
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The musician’s third leg 
 
If you want to walk the walk in this industry, it’s not enough to stand  
on your own two feet – you need a third leg. 
– Dr Huge 
 
Although a musician's esteem begins with their songs and performances, the 
highest level of esteem that can be harnessed needs not relate to their music at all. 
The preceding pages mention ways in which musicians' visual image, political 
stance, community activities, innovative marketing activities, can all be used to 
build esteem. 
 
Being a brilliant artist is not enough. History is littered with the careers of brilliant 
artists who proved too unreliable, volatile or inconsistent to make a living. On the 
other hand, the charts are full of acts of mediocre talent who gained the support of 
the industry. 
 
Ice Cube’s acting, David Byrne’s art, Bob Dylan’s political activism and Prince’s 
marketing gimmicks are all examples of non-musical ways in which musicians 
have gained esteem. That’s not suggesting for an instant that these are contrived – 
the most genuine such activities will always work best (note that I didn’t mention 
Madonna’s acting) – but it is to note their effectiveness in promoting the musical 
aspects of those musicians’ careers. 
 
Similarly, it is just as important that musicians be seen as professional, ethical, or 
environmentally aware as it is that they be seen as talented composers and 
performers. At this point the artistic aspects of a career in music sit down in a 
meeting with the industrial aspects.  
 
The key to building non-musical esteem is to ensure that all of it is consistent with 
the musician's image and musical credibility. Of course, some counter-intuitive 
examples exist, such as AC/DC's Brian Johnson writing songs for Celine Dion – 
but these make sense when the sources of the esteem are properly understood. 
 
The following pages examine the groups of people who grant esteem to a 
musician and the ways in which their esteem benefits a musical career. 
 
Summary: 
The highest level of esteem to which a musician can aspire does not relate to 
their musical output alone. It relates to their contribution to the industry 
and to the culture more broadly. This kind of esteem almost guarantees the 
relevance and future value of musicians but it is only effective in the long 
term if esteem has been established for the music, performances, and artistic 
output. 
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It’s all for you! 
 
The most obvious and fundamental source of esteem is a musician's fans. Fans 
may bestow esteem on a lyric, a melody, a groove, an act's attitude, a songwriter's 
social commentary, sense of humour or myriad other elements. 
 
Fans' esteem is most easily converted into income when they buy CDs, tickets and 
merchandise. Kevin Kelly's notion of 1000 True Fans is an important 
demonstration that it's not the size of the fan base that counts but the intensity of 
their support. Merchandisers generally estimate that pop music fans will spend an 
average of about $4 each on merchandise at a concert, but metal fans, who are 
known for their passionate support of bands, will spend about $6 each. 
 
Fans' esteem can also be converted into power. The sheer size of Radiohead's fan 
base gives them a stronger position when negotiating a distribution deal than my 
band would have. It also gives them influence when discussing the state of the 
industry and suggesting strategies other bands might use. 
 
In the new technological environment, fans' esteem can easily be converted into 
free labour, which reduces production and marketing costs. Street teams are an 
obvious example of this, but fans also donate their time on an ad hoc basis when 
talking about upcoming concerts, reviewing albums or remixing releases. 
 
Finally, fans' esteem can be converted into the raw materials of production if they 
contribute concert footage to a video, or design a logo for their favourite 
musicians. Fans have even been known to donate things like legal advice, 
accommodation, and food. 
 
The problem with fans' esteem is that it often attaches in unpredictable ways, like 
to the band's least favourite song. When this happens, bands can lose esteem by 
omitting a crowd favourite from their setlist, or “selling out” to advance their 
careers in ways the fans don't approve.  
 
Fan esteem requires constant maintenance and musicians must realise that their 
job does not stop when they leave the stage or studio. Successful musicians hang 
with their fans after the show and devote considerable time and resources to 
interacting with fans online. 
 
Summary: 
The esteem of fans is an essential source of income, labour and materials. 
But fans can be fickle and require constant attention. In the music business, 
building and maintaining a fan base is as important to Independent 
musicians as writing good songs and staging a great live show. 
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The boys are back in town 
 
The esteem of peers has always been highly prized by musicians. Musicians will 
often support each other in ways that may not directly produce income but which 
provide access to a broader fanbase and influential industry colleagues (see next 
page). 
 
When musicians are starting out, other musicians will usually be their major 
source of support. This is important but must not be mistaken for a fan 
relationship. Other musicians may attend concerts for a number of reasons that do 
nothing to improve the bottom line. They might be at the show scouting for their 
own venue, recruiting band members, or learning how to improve their own 
performances. 
 
However, a genuine working relationship between musicians can lead to income 
from gig swaps, labour from cross-promotion, materials from collaboration, or 
power from access to decision-makers. The strongest of these relationships will, of 
course, be based on multiple factors. 
 
Peers' esteem may not even be based on a liking for each others' music but on 
respect for the fact that large numbers of fans like their music. In this way, peer 
esteem attaches to a musician's professionalism, dedication, or resources. U2's 
bass player, Adam Clayton, was very famously chosen from auditions because he 
owned a PA system … 
 
Peer relationships tend to begin backstage but must be built and maintained away 
from the stage: in meetings or on the road. Like fan relationships, they require 
constant, though less intense, maintenance.  
 
They will also change as a career ebbs and flows. An act that was a suitable 
touring partner one year may have been outgrown the following year. The 
musician who introduced a helpful venue manager at the start of the year may not 
know the agent needed to book next summer's tour. 
 
Great care must be taken not to convert too much of this esteem into power, 
labour or materials, or musicians may be branded as exploitative and/or 
untrustworthy. As Ozzy Osbourne advised: “be nice to everyone you meet on 
your way to the top because you're going to meet them all on your way back 
down again.” 
 
Summary: 
The esteem of peers is vital to a musician's career. Peer esteem can be 
converted into income, influence, or materials but must be protected against 
a reputation for ruthlessness. 
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We do what we can 
 
Esteem for music and musicians must also come from industry workers who are 
not necessarily musicians. Many of these people have played music earlier in their 
lives and know what it takes. An increasing number of them still perform on some 
basis. 
 
In its rawest and most powerful form, collegial esteem is presented as a contract in 
which a record label supports musicians to make and sell recordings, merchandise 
and a concert tour. In granting a million-dollar advance the company's decision-
makers make a massive declaration of their esteem for the act. 
 
The most difficult aspect of an Independent career is coping with the need to 
perform the many necessary tasks that have nothing to do with music: sound 
engineering, web development, accounting, promotion and so on. In the absence 
of a music company advance, Indies must build a network of people who can take 
the burden of these tasks from them. These people will not be willing to perform 
these tasks if they have no confidence that the musicians will reward them for 
their efforts. 
 
Collegial esteem is built from many sources: sales figures, musical quality, 
professional integrity and more. Whereas fans and peers may be impressed with a 
musician's songwriting or technical prowess, industry professionals must be 
impressed with an act's ability to make money for both parties. As with the other 
sources of esteem, collegial esteem is most effective when it's based on multiple 
elements. 
 
With the exception of the advance/recoupment model preferred by large 
companies, the esteem of colleagues rarely results directly in income. More often, 
it results in a sharing of resources with the intention of making money in future. 
Sometimes it amounts to a name and phone number for someone else who might 
help. 
 
The support of people in the music business is quickly lost after a track record of 
business failure. It's hard to get support for the next record when the last one 
didn't sell many copies, and it's hard to get support for the tour following the one 
that sold very few tickets. 
 
Summary: 
Musicians looking to 'take the next step' in their careers can convert the 
esteem of industry decision-makers into more direct forms of support. This 
support is offered in the expectation that income will be generated later and 
quickly withdrawn if that does not happen. 
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The ghost in the machine 
 
For most of the 20th century the only ways for musicians to appeal to fans were at 
live shows or though traditional media but print and broadcast media had limited 
space and were tightly controlled by big companies with big budgets. New 
communication technologies have changed all that, allowing musicians to display 
their creations as MP3s or online videos, and to communicate directly with fans, 
peers and colleagues. 
 
The new media work both ways: by allowing fans to find and contact musicians 
and by allowing musicians to find and communicate with fans. When fans show 
up at gigs, or buy merchandise online or discuss the musicians' latest efforts in 
social media, they are conferring esteem onto the musicians.  
 
The 21st century technologies make it very easy to collect and maintain esteem in 
the form of email addresses, online sales, and social media activities but esteem 
still has to be generated by the timeless process of impressing people and building 
relationships based on that good impression. The hype surrounding the 
opportunities presented by this technology turn out very disappointing if 
musicians don’t come to terms with the reality that technology can only make this 
process more efficient and effective – it cannot drive the process. 
 
Some of the work of staying in touch can be done using automated widgets and 
email scheduling software but musicians have to realise that personal contact is 
the best way to build relationships. They must adopt work practices including 
regular participation in social media and frequent engagement with their fans 
online, offline, and, where possible, via mainstream media. 
 
This interaction takes place from the stage, at the merchandise table, via the 
mainstream media, in chat rooms and discussion boards as well as via social 
media status updates, tweets and regular emails. 
 
 
Summary: 
Maintaining esteem only takes a reminder but building it requires making an 
impression! New technologies have made it easier for musicians to gather 
esteem and maintain relationships with the people who supply it. But 
technology cannot help with the basics – relationships are best built when 
musicians meet people and give them a reason to confer some esteem. 
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Summary 
 
Music is a non-verbal code for sharing experiences, thoughts and feelings. 
Musicians do not make a musical product, they provide an entertainment service 
that involves musical product. Musical values do not have to be exchanged for 
money but the music industry exists to convert the value of shared musical 
experience into a commercial proposition. 
Traditional economics cannot explain the inconsistencies in the commercial value 
of music. Music is not a commodity and its value cannot be directly measured in 
dollars because its value is personal, social and cultural. When music is traded, 
much more is exchanged than money and music. 
Music is not appreciated only in the economies of money or power. It operates in 
the economy of esteem, which can be converted into either power or money, but 
is not driven by either. The primary business function of an Independent musician 
is to gather esteem, from which they can derive income and influence. 
The most basic source of esteem for a musician is esteem based on their repertoire 
of songs. Establish this first by playing songs that someone else made popular and 
then expand it by writing esteemed music. Writing music with appeal to other 
people is essential for any musician to make a living from their music. 
A musical act must look to build esteem for some unique aspect of their 
performances, such as their attitude, image, or innovation. This esteem expands 
their sources of income and influence into non-musical representations such as 
merchandise and endorsements but it can backfire if esteem is not derived from 
the quality of the act’s songs. 
Building esteem for the artist behind the songs and performances allows other 
elements to accrue value. Musicians can then use these elements to sustain a 
career in other media or use their media profile to promote their other activities 
but artistic esteem must be built on sustained esteem for songs and performances. 
The highest level of esteem to which a musician can aspire does not relate to their 
musical output alone. It relates to their contribution to the industry and to the 
culture more broadly. This kind of esteem almost guarantees the relevance and 
future value of musicians but it is only effective in the long term if esteem has 
been established for the music, performances, and artistic output. 
The esteem of fans is an essential source of income, labour and materials. But fans 
can be fickle and require constant attention. In the music business, building and 
maintaining a fan base is as important to Independent musicians as writing good 
songs and staging a great live show. 
The esteem of peers is vital to a musician's career. Peer esteem can be converted 
into income, influence, or materials but must be protected against a reputation for 
ruthlessness. 
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Musicians looking to 'take the next step' in their careers can convert the esteem of 
industry decision-makers into more direct forms of support. This support is 
offered in the expectation that income will be generated later and quickly 
withdrawn if that does not happen. 
Maintaining esteem only takes a reminder but building it requires making an 
impression! New technologies have made it easier for musicians to gather esteem 
and maintain relationships with the people who supply it. But technology cannot 
help with the basics – relationships are best built when musicians meet people and 
give them a reason to confer some esteem. 
Conclusion: 
The key to building a sustainable musical career is to accumulate esteem by 
writing the best music, giving the best performances and being the most 
professional artist possible. This esteem can be converted into the income 
and influence that will sustain a musical career. 
 
Esteem must be gathered from three distinct sources, fans, peers and 
colleagues, for three distinct career properties: the creations, the 
performance, and the legacy. In addition, esteem can be granted for non-
musical reasons; novelty, professionalism, politics, or fashion. However, 
esteem from non-musical sources alone will not sustain a musical career. 
 
The best source of esteem is a real human relationship. Modern 
technologies can help manage those relationships and convert them into 
income and influence - but technology cannot create them. Only reaching 
our through art and/or in person can touch someone else's life. 
 
Although the concept of building a musical career based on collecting 
esteem is simple, its application is not. Part 3 discusses the conditions 
under which esteem must be gathered and steps to begin the process, but a 
second book will be required to set out exercises and provides tips, tricks 
and limitations for doing so. 
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Part 3: Your Glorious Musical Future 
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These things will change, can you feel it now? 
 
In the 1996 Australian Census, 4910 Australians listed “instrumental musician” 
or “singer” as the main job they were doing in the week before census night and 
217 nominated “composer”. By 2006 these figures were reduced to 29 musicians 
and 11 composers. 
 
However, in1996 there were 541 businesses “comprising record companies, 
distributors, manufacturers of recorded music, music publishers and sound 
recording studios active in the field of music” and by 2006 there were 855 sound 
recording studios and 678 recorded media manufacturing & publishing 
businesses. Further, in 2006 more than half of these (58%) were non-employing, 
or solo owner-operated, businesses.  
 
This represents a major industry restructure and is repeated all over the Western 
world. It is the result of the increased affordability of production and distribution 
technologies discussed in Part 1, combined with a trend for schools and colleges 
to provide training in how to use the new technologies and a trend for advertisers 
to sync to chart hits rather than musicians who write and record jingles. It is a 
great opportunity for musicians to enter the market and build a small music 
business. 
 
There are less full-time professional musicians but more semi-professional and 
part-time musicians and, consequently, more services helping those musicians to 
do their thing. This is exactly the redistribution that Chris Anderson's Long Tail 
theory predicts and it has been occurring since DJs playing records were found to 
be more cost-effective than live musicians for gathering audiences for broadcast or 
at dance halls.  
 
Recently, the decline in full-time employment of musicians has caught the 
attention of the blogosphere, with Tommy Silverman complaining about 
“hobbyists” who “clutter the music environment with crap” and destroy the 
fortunes of full-time musicians. What he's really saying is that it's much more 
difficult for the major companies' handful of big acts to dominate they way they 
used to – even with their massive marketing budgets – while more modest acts 
like Corey Smith have risen to comparative prominence by playing well-written 
songs live and forming meaningful relationships with their fans. 
 
Summary: 
The music industry is reverting to the cottage industry it was before 
technology created a temporary scarcity of access to musical experiences. 
The new industry will be typified by a huge number of amateur and semi-
professional musicians, a smaller “musical middle class” of almost-
professional and professional musicians making a living from some 
combination of several music-related revenue streams, and very few people 
who can make a decent living as full-time music stars. 
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It’s still a long way to the top 
 
A 2003 Australian study called Don't give up your day job found that musicians did 
better from their art than any other type of artist. But on average their incomes 
were “little different from those of all occupational groups, including non-
professional and blue-collar occupations”. 
 
The commercial challenges of artistic creativity were highlighted by the finding 
that although artists spent 81% of their time on artistic work, they earned only 
66% of their income from it. This frightening statistic appears more dire when put 
next to “about half of Australia’s practicing professional artists earned less than 
$10,000 from their creative work” each year. 
 
This pattern of non-musical income supporting musical efforts is repeated all over 
the Western world, with the proportion of self-described musicians who have a 
day job consistently in the low-90%. In most cases, musicians' day jobs involve 
teaching music or selling musical equipment, which is really just a low-brow 
version of what brand-endorsed recording artists have done for years. 
 
In the cottage industry described on the previous page, Independent musicians 
range from amateur stay-home songwriters to full-time professional 
writer/performers. The abilities, priorities and expectations of Independent 
musicians remain as varied as the music they produce. 
 
Some stop playing the clarinet after high school. Some will quit their band and get 
a “real” job when they graduate from university and many will turn their talents 
to performing in amateur theatres, community bands and “Weekend Warriors” 
acts because they enjoy the show without having to make a living from their 
efforts. A precious few will seize the opportunities and make a living from their 
music business. 
 
One recent article outlined 12 categories of musician ranging from “The 
Hobbyist” to “The Superstar Signed Artist”, with detours into non-performing 
songwriters and producers. The difference in the 21st century is that it is much 
easier for musicians to change between categories to suit their goals and lifestyle 
choices than it has ever been before – but it is also more difficult for an act to 
stand out among this enormous depth of talent unless they have a massive 
promotion budget. 
 
Summary: 
Twenty-first century technologies have leveled the musical playing field. It 
is much easier for musicians to achieve modest goals, like a sustainable 
living from their music, than ever before but it is also more difficult to 
achieve superstar status and even more difficult to achieve superstar income. 
You don’t need to “beak through” any more just to make something out of 
your music. 
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It's cheap but it's not that easy 
 
Starting with recordings in the early 1850s, music technologies worked to 
concentrate industrial power into the hands of ever-larger businesses that had the 
financial resources to mass-market music-related product. But since MIDI the 
1970s, music production technologies have worked to reduce production costs 
and allow less-financial musicians to create and perform on their terms. 
 
Home-studio equipment, starting with clunky reel-to-reel multi-tracks then four-
track cassette tape machines, SMTP hybrid systems and eventually fully on-board 
PC recording, reduced the cost of recording and processing sound dramatically. 
Developments in microphone and monitor technologies made capturing and 
reproducing studio-quality sound achievable in a Do-It-Yourself home studio. 
 
Portable CD burners meant that digital recordings could be compiled into albums 
and replicated for a fraction of the cost of manufacturing in a commercial plant. 
Email allowed musicians to communicate Direct-To-Fans, peers, and colleagues 
for almost nothing; the world-wide web allowed almost unlimited distribution of 
perfect copies of digital files; and social networks have enabled people to form 
into like-minded groups and to actively seek others with interests similar to their 
own. 
 
There are two problems in this wonderland of opportunity. First, there is nothing 
to stop others from doing the same thing – meaning that there is a lot more music 
in the market and it's more difficult to call attention to your music. Hence the 
complaint about hobbyists. 
 
The second is that being able to own the technology does not automatically mean 
that the technology will be used well. Hence the growth in small commercial 
studios, Independent labels, and home-based promotion businesses. Most of the 
recordings available are not very good and very few of them will set the world on 
fire. Similarly, most of the world's music marketing efforts suffer from poor 
writing and lousy communication design. Many musicians struggle to embed 
store widgets in web pages. 
 
It takes years of training and practice to become a good audio engineer or online 
marketer. It takes even more to produce and market a world-class album. 
Musicians either have to pay either way: spend their time and money learning to 
use the equipment or hire someone who has already developed their skills and 
studio. 
 
Summary: 
New technologies enable cost-effective DIY production and DTF 
distribution and promotion but access to the technologies is not enough. 
Adopting the technology requires an investment in learning to use them. 
Sometimes it is more cost-effective to employ a person who has the expertise 
and networks than to spend the time developing them. 
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‘How-to’ is the new ‘What’ 
 
The traditional view of a musician's work is that they write and/or perform a song 
and then try to sell the song and/or recording to other performers or to fans. 
However, Part 1 of this book is dedicated to demonstrating the narrowness and 
folly of this view. 
 
What artists of all kinds actually do is touch other people's lives and help them 
enjoy their existence – by growing their business, sharing their experiences, or 
enabling their escape from the mundane. When you view a musician's work in 
this way, many more sources of value and esteem become apparent. 
 
Under the 20th century model, musicians produced a musical product and fans 
consumed 'What' the band produced. In the 21st century it is increasingly difficult 
to make money from selling the 'What'. Music is not a product, it is a service. 
Showing people 'How-to' do what you do can be more lucrative than selling 
'What' you did. 
 
Imitation is the sincerest form of flattery, and many people would pay good 
money to get a one-hour guitar masterclass from Eddie Van Halen or a session on 
production from Timbaland even though they may never believe they can be as 
good as those guys. Private music teaching has always been about this and as the 
cottage-industry structure takes over, this also applies to local songwriters, video 
makers and other creative types who have a record of esteemable creativity. 
 
Your How-to output need not be limited to face-to-face classes. Instructional 
DVDs, books, blog posts and Youtube video can get the same effect. The key is to 
become involved in sharing tips, tricks and techniques with people – building 
aspirational new relationships and gathering more esteem from all sources in 
online and offline communities. 
 
Many mid-level musicians have always known this and moved into a How-to 
career after their performing career ended (or at least, after it peaked). They took 
up other roles in the industry, or became teachers, speakers, authors or academics. 
 
Adding a How-to element to a musician's business plan can be the tipping point at 
which the day job can be left behind. This may be very lucrative and enable 
musicians to move between the 12 categories mentioned above: from The 
Unsigned, DIY to The DTF-With-a-Team; or from The Professional, Gigging 
Musician to The Signed Artist. 
 
Summary: 
Helping others to improve their skills by sharing yours can be fulfilling as 
well as a lucrative addition to a musician's business. This involves making 
connections with others and thinking laterally about what you do as a 
musician – and being prepared to share it and gather esteem for your 
contribution to others' lives. 
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The power lies in the network 
 
Great art is never created in isolation. It requires interaction for inspiration and 
cultural context. It requires materials and tools from other sources. It requires 
development and refinement – and a third party to answer the eternal question: 
“Does this piece really say what I’m trying to say?” 
 
More broadly, artists have to be taught their skills and practice them with 
guidance from others. Finally, in order to become great art, a work needs a huge 
number of people to appreciate it, discuss it and thus promote it. A work cannot 
touch anyone’s life if no-one knows it exists.  
 
This is the great asset of the major labels: a large network of very efficient 
production, distribution and promotions people. They can do so because of the 
dominance of broadcast media but those economics have changed in the 21st 
century. Although the majors still dominate the broadcast media, those media are 
no longer the only way for musicians to find their audience. 
 
Independent musicians have to develop the same capacities: highly effective 
production, distribution and promotion. For a musician who just wants to be a 
musician, this can be the major stumbling block in a career. 
 
Fortunately, another effect of 21st century technologies has been the growth in the 
number of independent businesses that specialise in these areas. Like musicians, 
some of these people are talented amateurs and some are full-time professionals. 
It is up to the musicians to find people who can help them extend their business. 
 
Help of this kind might come from fans, peers or colleagues but it will only come 
if a musician builds a large network. That requires genuine engagement with fans, 
community engagement with peers and business networking with colleagues. Get 
to know people and understand their abilities and preferences. Learn as much as 
you can from everyone. Get their feedback and offer to help them in their work. 
 
Then it is simply a matter of asking the right person for the help you need at the 
right time. You want to hear the words “Sure. I will help you with that.” 
 
Summary 
The opportunity to take your career to the next level will probably come 
from someone who knows someone you know. Make a conscious effort to 
get involved with as many music industry people as you can: agents, 
managers, lawyers, promoters, songwriters, performers, songwriting and 
performance teachers, songwriting and performance groups, and so on. If 
you do, there is no limit to your career potential. 
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5 principles for the digital future 
 
There is no sure-fire digital-media recipe for making a living as an Independent 
musician but these 5 principles underpin the strategy that musicians with long-
term sustainable careers take: 
 
1) Esteem – Part 2 discusses this in detail. Anyone who wants a career as a 
musician must look to build esteem strategically from the various sources: fans, 
peers and colleagues. It must apply to all aspects of what a musician does, 
including non-musical ones. Base a career on people who love who you are and 
what you do. 
 
2) Propinquity – refers to the tendency for things to come to a central point. The 
Long Tail theory works only when abundant resources can be administered at 
very low marginal cost and an efficient business of this kind will, for example, 
update all of their social media statuses at a single point such as Artistsdata.com 
and collect revenue from all sales points at one account like Paypal. 
 
3) Synchrony – refers to a tendency for all times to become one. Everything a 
musician does accumulates a benefit over time. When people find the musician's 
latest release, they want to know about that musician's back catalogue. They will 
be interested in the aggregated career history and back story that can be found on 
a blog that has operated continuously for years. Each effort in the present builds 
on the successes of the past and can be counted on in the future. 
 
4) Personality – everything a musician does should be consistent with the act's 
personality, even changing over time. This is a key aspect of branding the act but 
it goes waaay beyond image and sound. It includes life perspective in songs over 
time (fans age at the same rate as the songwriters), it includes social causes, 
product endorsements and political statements. This works harshly against one-hit 
wonders and novelty acts and requires a real human connection between artist 
and fan. 
 
5) Novelty – giving a musician's sources of esteem regular reasons to think about 
them is vital for career momentum. Regular blog updates, status updates, new 
songs, and new shows are good stuff but opinions on current events, reviews of 
TV shows or movies also add value. Anything that gives fans, peers or colleagues 
a reason to keep an artist top-of-mind, no matter how fleetingly. Care must be 
taken not to overdo it though, or you might become viewed as a spammer. It’s 
important to stay focused on one personality. 
 
Summary: 
Successful, sustainable 21st century music businesses will be designed on 5 
principles: Esteem, Propinquity, Synchrony, Personality and Novelty. You 
have to tailor these principles to your particular quirks and goals, but you 
have to ensure that all of them are included in your business design. 
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Third Legs, Tentacles and Trust 
 
Having designed your music business with these 5 principles in mind, you should 
operate the business based on three pillars: Third Legs, Tentacles and Trust. 
These are the things that will help you rise above the crowd, grow your music 
career, and ensure your future. 
 
The Third Leg metaphor is discussed in the pages above. It is a reason for people 
to talk about your act and need not be musical. What contribution do you want 
your music to make to other people's lives and to the culture more broadly? Does 
your act have an interesting back story? Do you stand for a cause? Are you 
prepared to do things to produce or promote your music that no-one else has done 
before? What can you do that will get people interested in you and keen to find 
out about your music? 
 
Tentacles are a metaphor for the networks through which you collect Esteem and 
convert it into services and free labour. The tentacles extend from a central point 
and act to bring all the services, cash, expressions of support and offers of 
assistance back to your base. They also work to take messages from your base into 
your fanbase, out to your peers and colleagues. As your career grows, the 
tentacles reach further into the industry and into the community. 
 
Trust is the basis of Esteem, upon which the strength of the business depends. 
People must trust that your songs will be meaningful; that your performances will 
always be memorable; that your act will be professional; and that your 
negotiations will be reasonable. In turn, you must trust that they will support your 
efforts. Relationships built on trust will sustain a career through the inevitable 
setbacks and hardships. 
 
These three pillars help to apply the Novelty Principle in a way that is consistent 
with your Personality to gather Esteem that centralises at a point under your 
direction (Propinquity) and accrues over time (Synchrony). 
 
The combination of these three operational pillars with the 5 design principles on 
the previous page provides a solid foundation for any 21st century music business. 
But the details of the business plan will needs to be tailored to each musician's 
individual circumstances – starting with their goals. 
 
Summary: 
Being creative and reliable in non-musical ways can attract the attention of 
networks of people. It is then up to you to deliver on your promises and 
develop other people’s trust in you and your music. If you can do that, a 
business structured according to the 5 principles offers the best chance to 
convert your esteem into income. 
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Play the music, not the instrument 
 
No matter how great a composer, producer or performer you may be, your music 
is only part of your art. This is because the value of art is always in the eyes of the 
audience, so to speak, and your art affects people in ways you cannot predict. 
 
Mr Holland’s Opus is the story of a man whose fixation on creating a defining piece 
of original music proved a distraction from his real contribution to art: enhancing 
the lives of other people through their appreciation of music. In this way, a 
person’s art is much more than the narrow confines of the expression in which it 
first appears. 
 
The most enduring music and the longest musical careers have always been 
associated with something more than music performance: a political or cultural 
change; an innovation in technique or method; an ability to enhance textual or 
visual storytelling by adding a soundtrack; and so on. Some careers have 
developed across all of these, including musicians who embraced artistic 
expression via painting, sculpture, teaching and writing. 
 
Independent musicians who find ways to express their art in addition to 
performing and recording original music have a far more stable foundation on 
which to build a career. Making your music part of something greater adds value 
to the music, to the musicians, and also to the ‘something greater’. 
 
A necessary follow-on from this is to separate your art from your industry. 
Making art is part of life and a big piece of what makes us human. Making money 
from that art is a different matter entirely and requires a completely different 
mindset and skillset. Many great artists died poor and had their artistic value 
recognised after their deaths. 
 
History is littered with the short careers of artists who changed their art to chase 
dollars and in doing so made their creations pointless. Successful Independent 
artists will create their art because they cannot help themselves and then try to 
find an audience for it. If your art matters to others, they will help you make it. 
 
Summary: 
Making music is only part of the art of being a musician. Music has 
historically been valuable because of its ability to increase value in 
association with other things. The idea that someone can make a living just 
by making music is a myth sold by people exploiting the temporary 
phenomenon of technologically-scarce music. The art on which your music 
career is built includes fashion statements, social stances and a vast range of 
non-musical output, which should all be consistent with your artist’s 
personality. 
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To thine own self be true 
 
Being tall doesn't make you a good basketballer.  Being fast doesn't make you a 
good footballer. Being smart doesn't make you a good doctor. Those things help, 
and it's more difficult to succeed without them, but they're not enough on their 
own. 
 
There are many other aspects to making any kind of career, most of which involve 
years of learning, training and development. A great deal of teamwork is also 
required, whether team mates are on the field or in the coach's box, or wearing a 
physiotherapy coat during rehab sessions. 
 
Similarly, being good at playing guitar or singing doesn't make you a rock star.  If 
you're not prepared to put the effort into developing as an artist, learning to use 
technologies, meeting people, doing accounting etc, you will struggle to build a 
career as a professional musician. The careers of the Rolling Stones, the Beatles 
and U2 took years of growth and the support of many non-musicians. 
 
Building a sustainable music career is too big to do alone. The key to growth is to 
know your strengths and weaknesses and work to build a team that takes on the 
responsibilities at which you are weakest and allows you to concentrate on your 
strengths. This is the tentacle metaphor at work and the reason to build esteem 
among peers and colleagues. 
 
If you're honest about your strengths and weaknesses, team building can be 
prioritised and strategised. You may need help with publicity or accounting but 
are confident booking gigs. If you have a bandmate or peer – or even a fan – who's 
good at those roles, figure out what you can do for them and do a contra deal. If it 
works, everyone moves ahead and you're relieved of a burden into the future. 
 
Remember that it is perfectly fine to only want to play a covers set at the local bar 
once a month with your mates but there's no glory in being a Hobbyist-in-Denial. 
The success of the music industry has always been based on the efforts of amateur 
and semi-professional musicians in finding talent, grooming talent and giving 
talent an opportunity to stand out from the crowd. 
 
There are no right or wrong answers to questions of your musical ambition. 
Perhaps your Glorious Musical Future lies in giving up dreams of super-stardom 
and helping others to achieve their musical goals. 
 
Summary: 
A brutally frank self awareness is essential if you want to reach your goals. 
It helps you identify aspects of a music business that take up time better 
spent on other things so you can find someone else to share the load.  
Sometimes this involves knowing that you love performing and writing but 
suck at it. Some of the best and happiest agents, managers and publicists 
were once wanna-be performers. 
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From Little things big things grow 
 
In the 20th century, music acts became successful only after a short period in 
which they tried to impress record label executives by demonstrating their chops 
and/or their crowd-pulling potential. If they did not impress the right people, they 
were pretty much excluded from most of the market. 
 
One of the major criteria for selection was youth because the execs knew it took 
time to grow an act, even with a large marketing budget. Record labels tended to 
take a high-risk strategy, putting up lots of money for a great product and a large-
scale marketing campaign, and hoping to recoup quickly. Very few acts ever 
recouped these advances but the few who made it big paid for those who failed. 
 
In the 21st century, technology allows people with much smaller budgets to enter 
the market and build a business. However, doing so without a large marketing 
budget comes at a different cost: time. If you don’t have the money to buy 
advertising it takes longer for word of your abilities to spread. “Breaking through” 
probably costs the same amount of money as it always did – you just don’t need 
the cash up front any more. 
 
This has an upside: artistic maturity. Much of what passed for art under the high-
risk strategy was disposable because the “artists” who made it were too young to 
have anything substantial to say. If they made lots of money quickly it didn’t 
matter but in the new environment even the process of growth and development 
can be interesting to new fans who have just found your latest release – and it’s all 
stored in cyberspace. 
 
The other advantage of 21st century technologies is that they allow a music 
business to capture the value of every activity and use it as a platform for future 
activities. Every release, every fan’s email address and every tweet is permanently 
stored and can be used to generate more esteem and thereby a sustainable 
business. A rough outline of this process can be found in Appendix 2: The Band 
Lifecycle. 
 
The key to growth, then, is to make every project contribute something to the 
whole. Every show, even if it is not a paid performance, is an opportunity to meet 
new fans, peers, and colleagues, and to collect esteem and email addresses. Every 
release, even if it is not a professional recording of what you think is your best 
song, is an opportunity to connect with your fans on a personal level. 
 
Summary: 
Building an Independent music career requires a commitment to continual, 
incremental growth, personally, artistically and professionally. If they are 
used according to the 5 principles, 21st century technologies allow the 
benefits of this growth to be managed and built upon. There is no longer a 
need to impress people or organisations that promise a large injection of 
esteem or cash if lots of small, loyal sources can be found over time. 
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Music like exercise 
 
For the parts of the music industry that based their business model on recording 
music, recent changes have been devastating but for the parts concerned with 
making music it has been a bonus. More music is being written and performed 
than ever before, which means more musical instruments and equipment are 
being sold and more music education is being demanded. 
 
The future of music is more like exercise than water. It’s something we should all 
do more of for our own health and wellbeing but the vast majority of people will 
never be any more than amateurs. It’s about participation, not consumption. 
 
I have been asked to speculate at this point about what the future might hold and 
this book concerns Independent musicians – especially those who self-publish. For 
them I have four insights: 
 
1) It is vital for your business and your sanity that you separate your music from 
your art and your art from your industry. If you want to make music in your 
lounge room or garage, please do and enjoy doing it. Be as out-there creative as 
you like – but don't assume you can make a living. Building or finding a market 
for your art requires compromise. It's that simple. 
 
2) Don’t assume that enforcing your copyright is the only way to derive income 
from your creativity. Controlling use and deriving income were linked in the 20th 
century because of an accident of technological history. Music is not a product, 
it's the service of entertaining people and touching their lives. Locking the music 
away removes your music from the marketplace or deters people who want your 
music. 
 
3) Music careers in this century will be built on relationships with people whose 
lives your art touches. Use the products of your music business to build 
relationships with people and provide a service to them. They will reward you for 
your gifts. The best way to reach out is to make a gift of your music and know 
that enough people will appreciate your gifts to support you.  
 
4) The 21st century has seen a heap of new revenue streams for musicians to tap. 
A pretty good summary of these is found here but more will almost certainly 
emerge over the next few years. The musicians who take best advantage of these 
will be the ones who think laterally about what they do and why people want to 
support it.  
 
Summary: 
The past few years have shaken the music industry to its core, put many 
people out of work and created unprecedented opportunities to musicians 
who have been frustrated for most of the 20th century. Those who look 
ahead and think creatively about these opportunities will flourish in the 21st 
century, while those stuck on old thinking will struggle. 
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Summary 
 
The music industry is reverting to the cottage industry it was before technology 
created a temporary scarcity of access to musical experiences. The new industry 
will be typified by a huge number of amateur and semi-professional musicians, a 
smaller “musical middle class” of almost-professional and professional musicians 
making a living from some combination of several music-related revenue streams, 
and very few people who can make a decent living as full-time music stars. 
Twenty-first century technologies have leveled the musical playing field. It is 
much easier for musicians to achieve modest goals, like a sustainable living from 
their music, than ever before but it is also more difficult to achieve superstar status 
and even more difficult to achieve superstar income. You don’t need to “beak 
through” any more just to make something out of your music. 
New technologies enable cost-effective DIY production and DTF distribution and 
promotion but access to the technologies is not enough. Adopting the technology 
requires an investment in learning to use them. Sometimes it is more cost-effective 
to employ a person who has the expertise and networks than to spend the time 
developing them. 
Helping others to improve their skills by sharing yours can be fulfilling as well as a 
lucrative addition to a musician's business. This involves making connections 
with others and thinking laterally about what you do as a musician – and being 
prepared to share it and gather esteem for your contribution to others' lives. 
The opportunity to take your career to the next level will probably come from 
someone who knows someone you know. Make a conscious effort to get involved 
with as many music industry people as you can: agents, managers, lawyers, 
promoters, songwriters, performers, songwriting and performance teachers, 
songwriting and performance groups, and so on. If you do, there is no limit to 
your career potential. 
Successful, sustainable 21st century music businesses will be designed on 5 
principles: Esteem, Propinquity, Synchrony, Personality and Novelty. You have 
to tailor these principles to your particular quirks and goals, but you have to 
ensure that all of them are included in your business design. 
Being creative and reliable in non-musical ways can attract the attention of 
networks of people. It is then up to you to deliver on your promises and develop 
other people’s trust in you and your music. If you can do that, a business 
structured according to the 5 principles offers the best chance to convert your 
esteem into income. 
Making music is only part of the art of being a musician. Music has historically 
been valuable because of its ability to increase value in association with other 
things. The idea that someone can make a living just by making music is a myth 
sold by people exploiting the temporary phenomenon of technologically-scarce 
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music. The art on which your music career is built includes fashion statements, 
social stances and a vast range of non-musical output, which should all be 
consistent with your artist’s personality. 
A brutally frank self awareness is essential if you want to reach your goals. It 
helps you identify aspects of a music business that take up time better spent on 
other things so you can find someone else to share the load.  Sometimes this 
involves knowing that you love performing and writing but suck at it. Some of the 
best and happiest agents, managers and publicists were once wanna-be 
performers. 
Building an Independent music career requires a commitment to continual, 
incremental growth, personally, artistically and professionally. If they are used 
according to the 5 principles, 21st century technologies allow the benefits of this 
growth to be managed and built upon. There is no longer a need to impress 
people or organisations that promise a large injection of esteem or cash if lots of 
small, loyal sources can be found over time. 
The past few years have shaken the music industry to its core, put many people 
out of work and created unprecedented opportunities to musicians who have been 
frustrated for most of the 20th century. Those who look ahead and think 
creatively about these opportunities will flourish in the 21st century, while those 
stuck on old thinking will struggle. 
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Conclusion: 10 steps to your Glorious Musical Future 
 
This book has provided a concise theoretical understanding of changes to the 
music industry over the past few years and I hope it provides guidance for 
Independent musicians about the best ways to take advantage of these changes. In 
short, your Glorious Musical Future will be glorious because you will set your 
own goals, plan your activities carefully and achieve what you set out to do. In 
response to the many people who have asked me for more specific, actionable 
help to go with this theoretical understanding I am developing a workbook to 
accompany this ebook. At this stage I offer you the following 10 Steps to Your 
Glorious Musical Future: 
 
1) Define your musical goals clearly. Take time to know who you are, what you 
are good at and what you are prepared to do to achieve your goals. Be realistic 
about how you are best able to express your music and start with the basics. Have 
a brutally realistic grip on what you are NOT good at and what you are NOT 
prepared to do, and be prepared to adjust your goals as opportunities arise or 
disappear. Plenty of good books have been published on this topic. 
 
2) Understand your art. Think deeply about what it means to you and what it 
means to other people. Celebrate and enjoy it but don't assume others will share 
your passion for your creativity. Music is not just about sound, staging and 
performance; it’s also about other people’s lives and our collective consciousness. 
Think laterally about other ways and other media you can use to express what 
you have to say and seek to use those outlets as well.  
 
3) Create something remarkable. If you create something that other people think 
is OK then you will join the swelling ranks of people who have created something 
OK. There is nothing wrong with that. But if you want your career to stand out 
from the masses then you want others to talk about you and your work, so you 
must create something that stands out. Catchy, throwaway pop might do that for 
a while but will not sustain a career for long. Obscure, highly technical guitar 
sounds might change the way the instrument is played by a few but may not have 
sufficiently broad appeal to make you a living.  
 
4) PLAN each stage of your development. It’s a cliché but if you fail to plan, you 
plan to fail. Budget to make a small profit with every step rather than risking all 
your eggs in one expensive basket. Try to exceed your expectations. Take your 
time. No long career was built on 15 minutes of fame. Be prepared to fail, learn, 
adjust and improve next time. 
 
5) Use digital media according to the 5 principles. Disseminate messages your 
from a single point, bring all income and incoming communication to a single 
point. Make each and every initiative build on previous efforts. Keep them 
consistent with your developing personality and take every opportunity to let 
people know what you’re up to. 
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6) Work hardest on creating the best music you can. Everything else flows from 
the quality of your music and performances and it’s too easy to get sidetracked 
into spending your time in the social media morass trying to promote music that’s 
already reached its maximum potential audience. Don’t cut corners in the name 
of conformity or take the easy option when it comes to writing or producing your 
music. Just because it was good enough for someone else doesn’t mean it will be 
good enough for you.  
 
7) Look to build relationships. Peers, music industry colleagues and then fans – 
in that order – are all required for a healthy career. Gather their esteem first and 
foremost. Look for opportunities to expand your influence by getting involved in 
music communities – online and offline. Ask not what they can do for you but 
what you can do for them (sorry, JFK). Be willing to share what you have learned 
and teach others to do what you do – and what not to do.  You might not feel that 
you have much to offer, but if someone wants to learn from you, you will make a 
friend and ally just by sharing. 
 
8) Use recordings and other abundant digital assets as gifts. Gifts are a great 
way to build relationships and they are not worthless or devalued. Do this at 
every opportunity: release rough drafts, out-takes and demos to show people 
where you’re at. Just because you don’t think a song is your best work doesn’t 
mean others will agree, and vice versa. The artists who last longest will look to 
open up multiple revenue streams and work with others to create something more 
than disposable pop to dance to. Not that there’s anything wrong with that … 
 
9) Work hard to maintain those relationships. Your work does not stop when 
you leave the stage. You need to meet people, make an impression and make 
them want to see you again. Make regular contact with fans, peers and colleagues 
just for the sake of touching their lives again. Offer to help them and take up their 
reciprocal offers of help. Asking a lot of people for a little help each makes for a 
mighty pool of labour for your business and is much easier to do than finding one 
source of lots of help.  
 
10) Regularly take time to review your goals and your efforts. These are 
difficult questions and your answers will change as your life and career develop 
and as new technologies become available. No matter how much an 18-year-old 
thinks they wanna-be a rock star forever, new desires and new opportunities will 
arise over 20 years. Make a point of regularly revisiting where you set out to, 
where you are and where you want to be because you might wake up one day and 
find that Your Glorious Future lies miles from where you thought it would. 
 
I wish you all the very best in finding that place. 
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Appendix 1: The Step-by-Step Music Career handout 
 
Thanks for attending this workshop. These exercises build on the concepts in How the 
record industry got it so wrong (and how their mistakes point to your glorious musical 
future), which can be purchased from http://www.huge.id.au/shop. This workshop 
aims to put you on the path to your Glorious Musical Future via the 10 steps in the 
book's conclusion 
A summary of the key points: 
• The music industry is reverting to a cottage industry, in which most musicians 
will be amateur, part-time or at best semi-professional. 
• A growing “Musical Middle Class” will be able to make significant income 
from their music and the best of these will be able to make a living as a 
musician. There is nothing to stop you joining their ranks. 
• Building a music business means understanding that music is not a product 
that can be sold, it is the service of entertaining people and touching their lives 
with your art.  
• Like all businesses, a music business is built on relationships. The best way to 
build relationships is to make a gift of your digital assets. Trying to enforce 
your digital copyrights with your fans is counter-productive. 
• Your Glorious Musical Future depends upon the network of people and 
resources you can tap to help you achieve your goals. Your job is to build a 
far-reaching and powerful network ... 
 
The 10 Steps are: 
1)  Define your musical goals clearly.  2 
2)  Create something remarkable.  2 
3)  Understand your art.  3 
4)  PLAN each stage of your development.  3 
5)  Plan to make best use of digital media according to 5 principles.  4 
6)  Work hardest on creating the best art you can.  4 
7)  Look to build relationships.  5 
8)  Use your recordings and other abundant digital assets as gifts.  5 
9)  Work hard to maintain those relationships.  6 
10)  Regularly take time to review your goals and your efforts.  6 
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 1) Define your musical goals clearly.  
Take time to know who you are, what you are good at and what you are prepared to 
do to achieve your goals. Be realistic about how you are best able to express your 
music and start with the basics. Have a brutally realistic grip on what you are NOT 
good at and what you are NOT prepared to do, and be prepared to adjust your goals as 
opportunities arise or disappear. Plenty of good books have been published on this 
topic. 
 
Define your music career goals. Start at the end: when you die, what do you want 
to be able to say about your music career? 
• Where do you want to be in 20 years? 
• Where do you want to be in 10 years? 
• Where do you want to be in 5 years? 
• Where do you want to be in 2 years? 
• Where do you want to be in 1 years? 
• Where are you now? 
 
Now break those statements down into SMART goals. 
• Write them down and keep them somewhere prominently displayed near 
your work space. Say them out loud before you begin work each time. 
 
 2) Create something remarkable.  
If you create something that other people think is OK then you will join the swelling 
ranks of people who have created something OK. There is nothing wrong with that. 
But if you want your career to stand out from the masses then you want others to talk 
about you and your work, so you must create something that stands out. Catchy, 
throwaway pop might do that for a while but will not sustain a career for long. 
Obscure, highly technical guitar sounds might change the way the instrument is 
played by a few but may not have sufficiently broad appeal to make you a living. 
 
• What do they like about your act? 
• What do they tell their friends about it … 
… that they don't say about anyone else? 
 
Go back to your goals. What do you want to be known for? If people are not 
talking about what you want them to talk about, you need to work harder on 
making something different. 
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 3) Understand your art.  
Think deeply about what it means to you and what it means to other people. Celebrate 
and enjoy it but don't assume others will share your passion for your creativity. Music 
is not just about sound, staging and performance; it’s also about other people’s lives 
and our collective consciousness. Think laterally about other ways and other media 
you can use to express what you have to say and seek to use those outlets as well. 
 
Ask yourself to:  
• Define your music. 
• Define your image 
 
Now ask yourself: 
• What do these mean to other people? 
• How else can you give them what they like/want? 
Artwork? 
Video? 
Fashion? 
Accessories? 
TV Show? 
Stories/novels? 
 
 4) PLAN each stage of your development.  
It’s a cliché but if you fail to plan, you plan to fail. Budget to make a small profit with 
every step rather than risking all your eggs in one expensive basket. Try to exceed 
your expectations. Take your time. No long career was built on 15 minutes of fame. 
Be prepared to fail, learn, adjust and improve next time. 
 
Revisit your goals. Make a list of what each of those goals is going to require at 
each stage. Work backwards again:  
• How many songs/tunes will you need?  
• What equipment?  
• How many other players?  
• What facilities? 
• Whose help will you need? 
• Who can help with that? 
• How do you get in touch with them? 
 
Write the answers down and turn them into a to-do list for achieving that goal. 
Repeat for your other goals. 
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 5) Use digital media according to 5 principles.  
Disseminate messages your from a single point, bring all income and incoming 
communication to a single point. Make each and every initiative build on previous 
efforts. Keep them consistent with your developing personality and take every 
opportunity to let people know what you’re up to. 
 
Think about your next goal. Before you put your plan in motion, it needs to pass 
five tests for the good of your career. To pass the test, each new initiative must 
answer these questions: 
 
• Personality: Does this fit with who you are and who you want to be? How? 
• Synchrony: Does it build on your past and present? How and how much? 
• Esteem: Are people going to love it? Who and why? 
• Novelty: Are you able to tell people about it? Who, how and what? 
• Propinquity: Can you efficiently collect the benefits? What, how much and 
how? 
 6) Work hardest on creating the best art you can.  
Everything else flows from the quality of your music and performances and it’s too 
easy to get sidetracked into spending your time in the social media morass trying to 
promote music that’s already reached its maximum potential audience. Don’t cut 
corners in the name of conformity or take the easy option when it comes to writing or 
producing your music. Just because it was good enough for someone else doesn’t 
mean it will be good enough for you. 
 
Revisit “What's remarkable ...” above. That's what you need to work hardest on. 
To manage that and everything else, you need to plan your time carefully.  
 
70% of your time should be spent on your art.  
If you get that right, only 30% of time needs to be spent on telling people 
about it. 
 
So, if you practice your art for an hour each day, spend half an hour telling people 
where you're at and what you're doing that they can help with.  
 
Don't tell people what you're going to do.  
Either tell them what you've done or ask for their help. 
 
Telling people what you're gonna do has 2 side-effects: it lets you think you're making 
progress when you've really only told people about your plans; and it sets you up as a 
try-hard, gunna-be, wanna-be. Successful people just DO STUFF. They don't tell 
anyone else what they're going to do unless they want those people involved. 
 
Revisit your next goal and plan your time like this. Plan your time working 
toward that goal like this – most time on the art the rest on telling people about it. 
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 7) Look to build relationships.  
Peers, music industry colleagues and then fans – in that order – are all required for a 
healthy career. Gather their esteem first and foremost. Look for opportunities to 
expand your influence by getting involved in music communities – online and offline. 
Ask not what they can do for you but what you can do for them (sorry, JFK). Be 
willing to share what you have learned and teach others to do what you do – and what 
not to do. You might not feel that you have much to offer, but if someone wants to 
learn from you, you will make a friend and ally just by sharing. 
 
Name 10 peers who you hold in high esteem. 
• What do you like about them?  
• What do they like about you? 
• What can you do to help them? 
• What can they do to help you? 
 
Repeat with 10 colleagues. 
 
Repeat with your top 10 fans. 
 
 8) Use recordings and other abundant digital assets as gifts.  
Gifts are a great way to build relationships and they are not worthless or devalued. Do 
this at every opportunity: release rough drafts, out-takes and demos to show people 
where you’re at. Just because you don’t think a song is your best work doesn’t mean 
others will agree, and vice versa. The artists who last longest will look to open up 
multiple revenue streams and work with others to create something more than 
disposable pop to dance to. Not that there’s anything wrong with that … 
 
List your digital assets. 
• Pick one to give as a welcome gift to email subscribers. 
• Think of 4 new digital assets you can create in the next month. 
• Pick one to give to email subscribers in a special monthly email section. 
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 9) Work hard to maintain those relationships.  
Your work does not stop when you leave the stage. You need to meet people, make an 
impression and make them want to see you again. Make regular contact with fans, 
peers and colleagues just for the sake of touching their lives again. Offer to help them 
and take up their reciprocal offers of help. Asking a lot of people for a little help each 
makes for a mighty pool of labour for your business and is much easier to do than 
finding one source of lots of help. This is how you allocate the 30% of your time to 
telling people about what you've done. 
 
List your points of contact with your fans 
• How regularly do you update FB/Myspace/ReverbNation/Twitter status? 
• How regularly do you update FB/Myspace/ReverbNation events? 
• How regularly do you issue FB/Myspace/ReverbNation bulletins? 
• How regularly do you email fans? 
• Do you feature a fan in your regular emails? 
• How many of your fans are street teamers? Do you issue jobs to your street 
teamers? 
 
List your points of contact with your peers 
• How many of those peers are also fans? 
• How often do you contact them separately and/or offer to help them? 
• List your points of contact with your colleagues 
• How many of those colleagues are also fans? 
• How often do you contact them separately and/or offer to help them? 
 
 10) Regularly take time to review your goals and your efforts.  
These are difficult questions and your answers will change as your life and career 
develop and as new technologies become available. No matter how much an 18-year-
old thinks they wanna-be a rock star forever, new desires and new opportunities will 
arise over 20 years. Make a point of regularly revisiting where you set out to, where 
you are and where you want to be because you might wake up one day and find that 
Your Glorious Future lies miles from where you thought it would. 
 
Plan regular reviews in your diary/calendar. 
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Appendix 2: The Band Lifecycle 
 
The following Band Lifecycle is based on the work of Sally Porteous at Mustang 
Promotions. It shows the stages of development that a band can reasonably expect to 
go through and the activities that an act should expect to undertake at each stage. 
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Appendix 3: Resources 
 
The following list of resources is far from complete. These are only the resources, 
broken up by category, that I have personally experienced or have had strongly 
recommended to me by my trusted advisors. They are presented in the order that they 
occurred to me. As always, you should not take my word as an endorsement of any 
particular resource – find the facilities and resources that work best for YOUR act and 
YOUR art. 
 
And, of course, by the time you read this list it will be out of date. New resources are 
being developed and released daily. A more comprehensive list and links can be found 
at http://www.musowiki.net. Please join that community, get involved and please let 
me know about resources that I might have missed. 
 
 
 Music Industry News and Analysis 
 
Digital Music News: http://www.digitalmusicnews.com/  
 
Not just digital and not only news. This is a great source of 
information, analysis and discussion about all the things that affect the 
music industry. 
 
Techdirt: http://www.techdirt.com/  
 
A very insightful source of news and analysis about everything in 
the world of technology – including music. 
 
Hypebot: http://www.hypebot.com/  
 
Tips, tricks, and a useful roundup of events and opinions for the 
DIY muso. The sub-title says it all: music. technology. the new music 
business … 
 
Musician Wages: http://www.musicianwages.com/  
 
All about how to make a living as a musician, as opposed to playing 
music. That part is assumed. Very personal and engaging site with a 
variety of perspectives on the topic. 
 
The Cynical Musician: http://thecynicalmusician.com/  
 
A deliberately contrarian view on everything that affects the music 
industry from a working musician. Interesting mix of analysis and 
anecdotes. 
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The New Rockstar Philosophy: http://www.newrockstarphilosophy.com/  
 
Blog to follow up the book, which is interesting. Not concerned with 
philosophy so much as news and analysis, which it does well. 
 
Music Think Tank: http://www.musicthinktank.com/  
 
Lots of helpful tips, tricks, suggestions and so on from some of the 
best thinkers around. Also a community you can contribute to. 
 
 Great DIY Books 
 
Schwartz, Dayle Deanna “I Don’t need a Record Deal”  
 
Based on case studies of musos who are doing it themselves. Sets 
out the right approach, provides heaps of how-tos and includes plenty of 
encouragement and advice. 
 
Hyatt, Ariel “Music Success in Nine Weeks” 
 
More than just a book about self-promotion, Ariel sets out the best 
way to motivate and manage your efforts as well. Also comes with an 
online  community and more resources. 
 
Gordon, Steve “The Future of the Music Business” 
 
Written by a lawyer and very much focused n the hard-core 
business stuff, this is an easy-to-understand fantastic overview of how 
the industry is structured and how it works in the Western world. 
Unfortunately, very US-centric. An Australian equivalent is Shane 
Simpson’s “Music Business” and I’m sure there are other international 
substitutes. 
 
Goldstein, Jerri “How to be Your Own Booking Agent” 
 
Exactly what it says. Great and timeless how-to on one of the most 
confusing and frustrating aspects of being a muso. Also unfortunately 
US-centric but that’s not so bad for this topic. 
 
 Very useful Podcasts 
 
CDBaby’s DIY Musician: http://cdbabypodcast.com/  
 
Comes with a blog. Features a range of topics aimed at helping DIY 
musos to DIT. Podcast is available from the above website of iTunes. 
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 Legal Advice 
 
World Intellectual Property Organisation: http://www.wipo.int  
 
For all matters concerning Copyright all over the world, WIPO is the 
umpire. This is the only resource I’m gonna put in this section because 
all the others are specific to the laws of the countries in which they 
reside. I don’t have room to put all of them in … 
 
 Royalties 
 
http://en.wikipedia.org/wiki/List_of_copyright_collection_societies  
 
This is another list that is limited because every country has their 
own. The US ones are listed here because they are the biggest and it’s 
important to realize that there’s more than one. The Wikipedia list has 
agencies for IP other than music, too. 
 
SoundExchange: http://www.soundexchange.com/  
 
It’s US-based, but it works with musos all over the world to collect 
royalties from online radio and so on. I found royalties in there that I 
never knew existed until I looked … 
 
Harry Fox Agency: http://www.harryfox.com/  
 
Not exactly sure what these guys do but I’ve been assured that you 
apply to them if you want to do a cover of someone’s song. 
 
ASCAP: http://www.ascap.com/  
 
The original US music rights collection society: the American Society 
of Composers, Authors and Publishers. Now just one of the biggies. 
 
BMI: http://www.bmi.com/  
 
The second of the American collection societies. Not inferior in any 
way to ASCAP, just slightly different. 
 
SESAC: http://www.sesac.com/  
 
The third and smallest of the US collection societies. Again, not 
inferior, just different. 
 
APRA/AMCOS:  http://www.apra-amcos.com.au/   
 
The Aussie collection agency.  Just because it’s mine … 
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 Digital Distribution 
 
CDBaby: http://www.cdbaby.com/  
 
Online hardcopy sales, hardcopy distribution via in-store orders, 
digital distribution, Indie community and more. Doesn’t do marketing. 
 
Tunecore: http://www.tunecore.com/  
 
Digital distribution and physical Press-on-demand sales through 
Amazon.com. 
 
The Orchard: http://www.theorchard.com/  
 
Physical, digital, licensing and management … and more. 
 
Reverbnation: http://www.reverbnation.com/  
 
Among other great tools these guys offer, you can sell your digital 
goods via widgets or have them distributed to the major retailers. 
 
 
 Music Marketing 
 
Bob Baker: http://www.bob-baker.com/  
 
Guerilla Music Marketing, book publishing and more. Bob also does 
seminars, webinars and plays guitars … 
 
David Hooper: http://www.musicmarketing.com/  
 
David Consults, write and runs his own radio program. 
 
Ariel Hyatt: http://www.arielpublicity.com/  
 
Ariel walking, talking is a digital PR agency. She’s great at what she 
does and is starting to get into teaching others how to do it via her book 
(see above). 
 
 
  This e-book is © Hugemusic 2010.   62 
 For more information, visit http://www.huge.id.au.  
 
 Web Presence 
 
ReverbNation: http://www.reverbnation.com/  
 
Not so much a social network for music as the best suite of tools for 
helping musos set themselves up. Managing fans, promoting and selling 
recordings, booking gigs, promoting gigs … these guys have a tool for 
all occasions. 
 
Bandcamp: http://bandcamp.com/ 
 
A newer and more hip version of ReverbNation. They do some 
things better but have plenty of ground to make up before they are as 
good, IMHO … 
 
 Songwriting 
 
Webb, Jimmy “Tunesmith” 
 
The ONLY book you need on the subject. 
 
The Muse’s Muse: http://www.musesmuse.com/ 
 
Jodi has built a great community around this resource. It’s inspiring, 
it’s got everything songwriters need and it caters for all. 
  
 Recording/Production 
 
Cluskey, Dec “57 Secrets of a Hit Record” 
 
Fascinating examination of what goes into a hit record from a guy 
who’s written, produced and performed plenty of them. Not much use, 
however, if you want to make music that is NOT cookie-cutter pop. 
 
Huber, David M “Modern Recording Techniques” 
 
Pretty solid introduction to the topic for people who want to record 
at home or understand what the hell the studio guy is doing. Dates 
quickly on some of the latest technology but the principles are solid. 
 
Katz, Robert A “Mastering Audio” 
 
Having recorded my own album at home, I made the decision not to 
attempt to master it myself. But if you wanna have a go or if mastering 
is your thing, this book has all you need to know about the subject. 
Now, if only I had great gear, a great room and great ears … 
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Please help … 
 
Dear reader, 
 
Thanks for getting to the end of my first e-book. I hope it adds something to the 
world.  
 
I’d love to hear what you think about the ideas in here (and any corrections you 
spot or resources you think would add something) so please keep an eye on 
http://www.huge.id.au/How_the_record.html to post your comments and 
suggestions. You can also follow the up-to-date links from these blog posts to the 
support materials I reference in this ebook. 
 
I have been asked to turn the concepts and philosophy in this e-book into a 
workbook with simple, easy-to-adopt exercises to help you take these steps. 
Hence, I’ve started work on “The Step-by-Step Music Career”. If you would like a 
copy of that workbook, please donate what you think it’s worth. 
  
All donors will receive a free bonus musical gift and a free copy of the finished e-
workbook as a token of my thanks! 
 
 
 https://www.paypal.com/cgi-bin/webscr?cmd=_s-
xclick&hosted_button_id=HYEPVRFBW4UBU  
 
 
Just visit the Paypal link above to send me some love. 
 
See you again soon. 
 
Cheers, 
Dr Huge 
 
 
